대한 강한 반어적인 비난으로 읽힌다. 주제어: 유령, 부활절봉기, 꿈꾸는 해골, 캘버리, 예이츠 저자: 알렉상드라 풀랭은 파리 제3대학(신 소르본느)의 영문학교수이다.
____________________________________
Yeats's initial response to the Easter Rising, the poem "Easter 1916," which he started to "meditate" (Foster 58) in the immediate aftermath of the events and had completed by September of the same year, repeatedly asserts his conviction that, in the poem's memorable phrasing, "all [is] changed, changed utterly." The Easter Rising is recalled as a foundational event, rupturing the dreary comedy of "meaningless" modern life and releasing "a terrible beauty" into the world (Poems 228). The line itself ponderously ruptures the rhythm of the poem, so far based on trimeters, with a fourth stress (All changed, // changed utterly) and a strong caesura in the middle of the line, separating the two parts of the chiasmus which repeat exactly the same, hyperbolic content of meaning, and thus mobilises extraordinary rhetorical energy to assert the idea of radical change. The poem, and this memorable line in particular, have become emblematic of Yeats's view of the Rising as a turning-point of Irish history; yet I would suggest that the line's resonant redundancy, its way of repeatedly proclaiming irreversible change, might in fact betray an anxiety, or at least a degree of uncertainty, which needs be put to rest by the deployment of such rhetorical assertiveness. 1) "What if"-to borrow an eminently Yeatsian phrase, which occurs later in the poem 2) -the Rising had not in fact brought about "utter" change? "What if" the ghosts of the past had not been dispelled, but continued to haunt the present and to disturb our tendency to cast tumultuous events into sleek, univocal historical narratives?
This article looks at two plays written after "Easter, 1916"; I argue that these plays revise the earlier poem's claim that "all [is] My main concern here is with the earlier play, but I will also briefly attempt to show how the latter revisits some of its concerns and motifs.
While they differ superficially in theme and tone, both plays feature an act of betrayal which fails to be redeemed: in The Dreaming of the Bones, the Young Man rejects the ghosts' plea for forgiveness, while in Calvary, Judas proudly denies Christ the power to redeem his act of betrayal: "I did it, / I, Judas, and no other man, and now / You cannot even save me."
(Plays, 334) The traitorous ghosts, then, are not to be dispelled: Diarmuid and Dervorgilla disappear at sunrise after their dance of frustrated love, but will return again the next night, while Judas, refusing to leave the stage, comes to stand behind the Cross, claiming full responsibility in the drama of the Passion. The two plays thus perform a radical re-reading of historical and mythical narratives, whereby the act of betrayal, rather than the sacrifice which attempts to undo it, is foundational. Both plays are also, crucially, linked by their dramaturgy which borrows both from the great tradition of
Western drama (respectively, Shakespeare's tragedies and the medieval genre of the Passion play) and from Japanese Noh theatre. Yeats's use of the conventions of Noh, which he adapts freely to his own purposes, allows him to complicate the received narratives of the Easter Rising and the Passion of Christ with a complex pattern of ironies. In both plays, the protagonist, the actor on the great stage of history or myth (the rebel, the martyr) is cast into as the waki, the passive recipient of a vision, and further disempowered as he fails to offer, or even impose, redemption, to dissolve the stigma of betrayal and dispel the ghosts of the past. Against this dark reading of the plays, however, I want to offer a more positive interpretation, and suggest that the plays, rather than deplore the persistence of ghosts, invite us to live with them, and to benefit from their power of disturbance. Corcomroe at night, so that the landscape is created verbally in great detail, in contrast to the "bare place in a room close to the wall" which constitutes the acting area. The play's unconventional treatment of space and characters, as well as the poetic diction and alternation between song and speech, combine with the structural elements specifically borrowed from the Noh tradition to construct Yeats's very personal brand of Noh-inspired, non-naturalistic theatre. However, the play is also firmly anchored in the Western theatrical tradition.
The first interactions between the Young Man and the ghosts, who enter toward the end of the First Musician's speech, constitute a key sequence whereby the play self-consciously defines its own dramaturgical practice as both specifically Western and resolutely non-naturalistic: The Young Man's first cue, "Who is there?," is fairly banal and prosaic, yet it echoes the opening line of, arguably, the most famous play in the Western canon, Shakespeare's Hamlet. Barnardo, who has come to relieve Francisco's watch outside the royal castle in the thick of the night, nervously challenges his friend ("Who's there?"), betraying his anxiousness to ascertain that he is in the presence of a fellow human being-since a fearful ghost has been seen walking repeatedly in the past few nights. Yet when Horatio joins him and asks, "What, has this thing appeared again tonight?," a relieved Barnardo replies, "I have seen nothing"-only to witness the ghost's apparition a few moments later (Shakespeare 1998, 143-44) . The similitude might be completely incidental, and yet it is striking that the end of the sequence echoes another familiar passage in Shakespeare, Macbeth's much-anthologized soliloquy in Act V:
. . . Out, out, brief candle! Life's but a walking shadow, a poor player, That struts and frets his hour upon the stage, And then is heard no more. It is a tale Told by an idiot, full of sound and fury, Signifying nothing. (Shakespeare 1984, 153-54) Macbeth too has been seeing ghosts: earlier in the play he was visited by the horrific apparition of the dead, bloodied Banquo, the "friend" he murdered in his gory quest for the crown, who appeared to him in the middle of the banquet scene, but remained invisible to his wife and guests. In Hamlet and centrally linked to the apparition of ghosts. In Hamlet, the intrusion of the ghost into the order of the visible creates such a disturbance that a professional soldier is reduced to a bundle of nerves; yet the whole purpose of the "watch" is to ascertain the existence and true nature of the unnameable "thing" which appears, yet again, before the soldiers' uncomprehending eyes.
Macbeth's "candle" is metaphorical of course, a pitiful signifier of Living with Ghosts: Re-inventing the Easter Rising in The Dreaming of the Bones and Calvary ephemerality; but what makes the image so effective is that, as so often in Shakespeare, the metaphor also operates at a literal level. Indeed the speech is Macbeth's moment of clear-sightedness when, seeing beyond the lure of earthly power, he envisions the tragic meaninglessness of life, allegorised as a ghost or "walking shadow". In both plays, it is in darkness, when the "candle's out," that true vision occurs, and the ghosts that are usually confined to invisibility appear, testifying to another order of reality beyond the reach of the senses. 6) As Edward Gordon Craig perceptively observed in his essay "The Ghosts in the Tragedies of Shakespeare," first published in
The Mask in 1910, Shakespeare's ghosts materialise the invisible forces which bear on human actions: "they are the visualized symbols of the supernatural world which enfolds the natural, exerting in the action something of that influence which in 'the science of sound' is exerted by those 'partial tones, which are unheard, but which blend with the tones which are heard . . . Side by side with the human crowd is a crowd of unseen forms . . . These are unseen but not unfelt.'" ). To stage these ghosts and avoid ridicule, Craig argues (dwelling at length on the difficulty of staging Banquo's ghost in Macbeth), it is the director's task to make those invisible presences manifest throughout the play, so that the apparition of the ghost may not be experienced as an aberration, but recognised as their visual expression. What is at stake in Craig's essay, then, is no less than the definition of an alternative paradigm of theatre. Theatre, of course, is intricately bound with sight and vision in the Western tradition (etymologically, theatre is the place where one sees, from the Greek thea, the act of seeing); but as modern Western theatre evolved towards naturalism, the act of seeing in the theatre tended to be increasingly restricted to that part of reality which is material, visible by the light of an ordinary candle. Instead, Pearse called for patriots to shed their blood, promising that their sacrifice would redeem Ireland, the Young Man has no intention of laying down his life in sacrifice: on the contrary, he has run from the thick of battle in less-than-heroic fashion and is now hiding, and fearing for his life. His invocation of the vampiric, blood-drinking fields aims not to exalt sacrifice, but to place him in a reassuring community of lineage with the dead: they cannot possibly betray him because they are of the same blood. This, of course, is in direct contradiction with the Young Man's actual experience during the Rising, which he evoked in such restless lines in the previously quoted passage. Having failed to accommodate the abject reality of Irish-born traitors within his narrative, he now simply denies its possibility, dismissing it with a fantasy of racial integrity.
What he discovers, of course, after shifting from sight to vision, is that this fantasy is just that-a fantasy, an ideological construct, disconnected from the reality of Irish history. As he and the ghosts tread uphill, he progressively takes in the devastated landscape of an island exhausted by centuries of foreign rule; yet he simultaneously progresses towards the recognition that the penitent ghosts in the Young Girl's tale are Diarmuid and Devorgilla, the Irish traitors whose betrayal created such devastation, and produced the need for rebellion which resulted in the Easter Rising. By estranging the stage of the Rising both spatially and temporally, as we have seen, the play thus revises Yeats's earlier conception of the Rising as a historical turning-point, when "all changed, changed utterly," and constructs the earlier betrayal, rather than the sacrifice that aims to redeem it, as foundational. It thus also undermines the Young Man's notion of a pure lineage, free of the blemish of betrayal. As Peter Ure eloquently puts it, the ghosts "address their hopeless appeal to the traveller whom, as revolutionary and fugitive, they fathered" (Ure 95)-precisely because they need "one of their race" (Plays, 314) to forgive them. The Young Man's attempt to invoke a community of blood free from the smear of traitorous abjection is futile because he, just as the dead warriors of the past, is the offspring of Diarmuid and Dervorgilla's betrayal. Although Yeats was fascinated with the heroism of the Easter Rising, and especially with the idea that it emanated not from the masses, but from a small elite who had no popular mandate (Moran 60) , he was also, from the start, aware that the Catholic, Gaelic Ireland dreamed by Pearse, which became less of a dream and more of a possible future after Sinn Fein's victory in 1918, might not easily accommodate the Protestant aristocracy with whom he identified. Recreating the history of the "race" in terms which invalidate the notion of purity-both moral, since it all starts with abject betrayal, and racial, as the original act of betrayal results in invasion and inevitable hybridity-, the play makes a case for a version of Irishness which cannot be stabilised into a fixed, univocal paradigm.
The ghosts, then, bring uncomfortable knowledge; yet they ask for redemption. The young rebel may be ironically cast as waki, he nevertheless retains agency (as indeed the waki in Nishikigi), and the play's outcome depends on his choice. His inner conflict is not verbalised, but reflected in the agony expressed by the ghosts' dance which, at one level, is a dance of seduction, aiming to arouse his compassion. Only after he has reiterated his verdict ("never, never / Shall Diarmuid and Dervorgilla be forgiven") does he allow himself to express, retrospectively, how close a call it was: Having rejected the appeal of the ghosts, the Young Man discards his vision and returns to eyesight, and to the "sound and fury" of worldly agitation. In the glaring light of the sun, he is now himself "a walking shadow" who will have made no difference in the course of history, and will be "heard no more." Instead of the glorious new era he might have inaugurated ("All changed, changed utterly"), his inability to redeem the ghosts merely condones a new cycle of violence.
And yet there is, perhaps, another, more optimistic way of reading the resolution of the play. While it follows the plot of Nishikigi quite closely, Yeats's play departs from its Noh predecessor in the denouement, in which redemption is not granted. In the earlier play, the priest prays for the ghosts whose penance is thus brought to an end. The final chorus warns that when the waki awakes, all the shadows who visited him in his dream will be dispelled:
Ari-aki, The dawn! Come, we are out of place;
Let us go ere the light comes. (to the Waki)
We ask you, do not awake, We all will wither away, The wands and this cloth of a dream. Now you will come out of sleep, Living with Ghosts: Re-inventing the Easter Rising in The Dreaming of the Bones and Calvary You tread the border and nothing Awaits you: no, all this will wither away.
There is nothing here but this cave in the field's midst. To-day's wind moves in the pines; A wild place, unlit, and unfilled. (Fenollosa and Pound 16) As in the theatre, the reappearance of light signals the end of the show, and the return to the more mundane reality of everyday life. The emphasis is on definite change ("nothing / Awaits you," "all this will wither away," "there is nothing here"), materialised by the "border" between dream and reality, world and otherworld, which the waki will cross as he awakens. In Yeats's play, the Young Man also awakens as if from a dream-but he has not granted the ghosts redemption, and they will be back again night after night to dance their sad dance, in the unlikely hope that one day, "somebody of their race" 
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